mpebosaHue 00HOpoOHOCMU 38y4aHus membpa Ha
8cém duanasoHe; HeobXxoAMMO 0byueHne duuposku
38yKa, portamento, QUHAMUYeCKUM OMMmMeHKam, mpe-
J1U; NeHue ynpaxkHeHUl NoJiHeiM 06BEMOM 38YyKa,
aKkyeHm Ha passumue KoJ0pamypHoU mexHuku bee-
J10CMu; ANKLUA JONXKHA BbITb SCHOU U NOHAMHOU,
OCHOBHOE KayecTBO 3ByYaHWs — npumam 38yka (Kpa-
CMBOTO 3By4YaHUs Tembpa roaoca); HepaspeigHoe
e20 coeduHeHUe ¢ negyyeli 80KA/bHOU KaHMUJIeHOU.

OTMeTMM, YTO MPUHLMMNbI Nejaroros — Npeacra-
BUTENEN CTAPON UTaNbSHCKOW BOKaNbHOW LUKO/bI
CTa/IM KNACCUYECKUMMU, UMEROT HEerNpPeXoAsaLLYHO LieH-
HOCTb AJ/15 MMPOBOrO NeAarorn4yeckoro coobuecrsa.
Tak>xe OHW ABUANCb OCHOBOW Aa/ibHEWLLEro passu-
TWS Nejarormyeckoro UCKyccTBa BOCMMUTaHWSA NEBLIOB
B Utanun.
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SPECIFICITY OF VOCAL-PERFORMING
INTERPRETATION OF G.PUCCINI'S OPERA LA
BOHEME IN OPERA HOUSES OF CHINA AT THE
BEGINNING OF THE 21ST CENTURY

Summary: The research article examines the main
trends in the development of the art of an opera
artist in China at the beginning of the 21st century.
The purpose of the article was to study the specif-
ics of the vocal interpretation of G.Puccini’'s opera
La Boheme by modern Chinese opera performers.
Considering the opera concept, the author of the
article bases his work on the fact that Puccini, whose
work is associated with Verismo opera, went be-
yond verismo, creating unique examples of Italian
opera art at the turn of the 20th century. The crea-
tive achievements of national schools of composi-
tion, primarily Italian and its representative of the
second half of the 19th century, G.Verdi, played a
large role in the composer's innovations. Based on
the results of the centuries-long development of the
opera genre, Puccini created a new recitative-arioso
vocal style, which was one of the main components
of the operatic art of the 20th century.

The article examines the history of the emer-
gence and musical language features of opera. It is
noted that La Bohéme, staged in 1896, quickly be-
came one of the most popular operas in the world,
opening new paths for the development of opera
houses in the 20th century. At the beginning of the
21st century, it became one of the most frequent-
ly performed operas of the academic tradition in
China. Considering the interpretations of Puccini’s
famous work by Chinese and European performers
in productions of the Shanghai Grand Theater and

the National Center for the Performing Arts, the au-
thor identifies modern approaches to staging the
opera. The author of the article focuses on compar-
ing the interpretations of vocal parts by perform-
ers in theatre productions in Shanghai and Beijing.
In conclusion, it is noted that familiarising viewers
with the masterpieces of Italian music is certainly
important in the context of the development of na-
tional performing and composing schools in Asian
countries. This strategy for transmitting the values
of academic culture in the context of intercultur-
al dialogue between the East and the West is pre-
sented as the most effective in the conditions of
the formation and development of European op-
era culture in China.

Keywords: opera La Bohéme by G.Puccini, sing-
er, actor, opera houses in China.

Considering the development of the opera gen-
re of the European tradition at the beginning of the
21st century, it should be noted that Korea, Japan
and China became its centres in Northeast Asia.
Despite the fact that many musicians from these
countries have received European musical educa-
tion and world fame, opera culture is not yet strong
enough in them. La Boheme by Puccini was one of
the most famous works staged in Asian opera hous-
es. The operatic work of Puccini and the opera La
Bohéme are examined in the works of Russian and
foreign authors - L.Danilevich, T.Keldysh, O.Korcho-
va, O.Levasheva, |.Nestyev, B.Yarustovsky, Wu Jing
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Yu, D.Amy, R.S.Macdonald and others. It was first
staged in 1896. The libretto by G.Giacosa and L.lllica
was created based on the novel Scenes of Bohemi-
an Life by French writer H.Murger [5]. The compos-
er took an active part in its creation, he played the
main role, everything was subordinated to his con-
cept. In a letter to G.Ricordi, the composer wrote:
“Now | see La Boheme with the Latin Quarter, as |
said the last time | spoke with lllica, with the Mu-
setta scene that | found; and the death scene has
to be just as | have planned it; | am confident that
then | will be able to produce an original, viable
work" [2, p. 14].

In its content, La Boheme goes beyond verismo
(the style of that time), having subtle psychologism;
it is closer to the genre of lyrical opera. The choice
of stage situations is associated with Puccini’s mu-
sical and dramatic concept, reflecting his intention
to concentrate the listeners’ attention on the music.
Like Verdi, Puccini became a bold innovator. Devel-
oping the aspirations of representatives of European
composition schools, “he creates a special, new for
Italian opera, flexible and original, recitative-arioso
vocal style, which became one of the main compo-
nents of the operatic art of the 20th century” [2, p.
10]. At the same time, he does not abandon broad
vocal melody, noting regarding Act IV of La Bohéme:
“l want them to sing and melodize as much as pos-
sible” [2, p. 10]. Reliance on vocal melodiousness,
as the basis of the composer's operatic style, pos-
es special tasks for vocalists, creating conditions
for search in following Puccini’s artistic principles.

In this aspect, variants of staging the Italian com-
poser's operas in Asian opera houses are of particu-
lar importance. Here, one of the ways to develop
opera was through various collaborations of opera
houses, which made it possible to create adapted
versions of Italian operas [6]. Turandot was among
the most important stage variants, reflecting the
specific approach of Chinese theatres to staging
operas by Puccini. This opera had not been staged
for several decades due to the difficulties of Chi-
nese audiences in perceiving the opera's plot. In
2009, it was staged with a new ending created by
composer Hao Weiya [3].

La Boheme is one of the most popular operas in
Northeast Asian countries. In China, it was staged in
two major centres of European opera - the Shang-
hai Grand Theater and the National Center for Per-
forming Arts, located in the centre of Beijing. The
NCPA is one of the main theatres in China. It was
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designed by French architect Paul Andreu and hous-
es an opera hall, concert hall, theatre, etc. Imme-
diately after its opening, the centre began to host
an annual opera festival. The opera La Boheme was
first staged at the NCPA in May 2009, then in Octo-
ber 2011 and in September 2020. All of these pro-
ductions have their own history and characteristics.

The 2011 production was presented as a Chinese
version of Puccini's opera. Director Chen Xinyi cre-
ated a new plot and stage concept for the opera.
According to her idea, the action takes place in Bei-
jing, where the main characters arrive by plane. Af-
ter the plane lands at the international airport, the
participants of the action go to the Beijing 798 Art
Zone. This art quarter covers an area of about one
square kilometre, operating on the territory of the
former Beijing Radio Equipment Factory since 1957.
Now it is one of the centres of contemporary art
in China. Since 2002, artists and organisations be-
gan to remodel the premises of the factory, creat-
ing art centres, galleries, studios, design companies,
etc. The opera takes place in the context of mod-
ern aspirations of Chinese culture. The possibility
of rethinking opera scenography was noted by re-
searchers back in the 20th century. In his work Es-
says on the Dramaturgy of the 20th-century Opera,
B.Yarustovsky wrote: “The modernity of the charac-
ters’ emotional feelings, in particular the somewhat
increased impulsiveness of feeling compared to, say,
Massenet's operas, allows to dress the participants
of La Bohéme into modern costumes without exag-
geration, about which, as it is known, Stanislavsky
wrote, and not only wrote but also realised this
idea on stage” [3, p. 126]. The free atmosphere of
the well-known contemporary art centre in China
brought the plot of the opera closer to the viewer
and made it more accessible.

In the production of the opera, with the excep-
tion of the role of Rudolfo, the leading parts were
performed by Chinese vocalists and the NCPA or-
chestra under the direction of Li Xincao. The role of
Rudolfo was brilliantly performed by famous Span-
ish tenor Aquiles Machado. He is known as one of
the best tenors, having performed with world-class
musicians - Daniel Barenboim, Placido Domingo,
Mstislav Rostropovich, and many others.

Performing in an ensemble with Chinese opera
singers, he created a unique atmosphere for the
performance. Already in the first scene, during the
sound of the leitmotif "Nei ciele bigi quardo fumar
dai mille”, his voice expresses the melodic brightness

laid down by the composer, emphasised by Marcel-
lo's recitative remarks. The melody of Rudolfo’s part
is noted by L.Danilevich: “"Rudolfo’s first phrase im-
mediately attracts attention with its melodic beau-
ty and bright character. In this scene, Marcello is
almost entirely recitative” [1, p. 113]. Despite criti-
cism of the production, it became significant in the
history of the European opera house in China, as it
was perceived as a completely national version of
the famous Italian composer’s opera.

A concert version of La Bohéme was presented
by the National Center for the Performing Arts in
2020. The best performers of the centre were in-
volved in the production of the opera: conductor
LU Jia, the NCPA orchestra and choir. The parts of
the opera characters were performed by: Rudolfo -
Chong Wang, Marcello - Zhang Yang, Colline - Guan
Zhijing, Musetta - Zhang Wengqin, Mimi - Zhou Xiao-
lin. The action takes place in the simultaneous sound
of an orchestra located on stage and vocalists. Re-
nowned Chinese tenor Chong Wang, who performed
the role of Rudolfo, is a 2014 graduate of the Me-
rola Opera Program and a first-year scholar of the
San Francisco Opera Adler Fellows. He performed
excerpts from the roles of Goro (Madama Butter-
fly), Don José (Carmen) and the Duke of Mantua
(Rigoletto) in Merola's opera program, as well as a
number of roles at the Beijing National Center for
the Performing Arts, including the steersman (The
Flying Dutchman), the messenger (Aida), Dr Caius
(Falstaff) and others. His performance of the role
of Rudolfo is distinguished by the original inter-
pretation of the bel canto sound. This version of La
Boheme, performed entirely by the Beijing Nation-
al Center, fully reflects the desire of Chinese musi-
cians to embody the complexity of Puccini’s vision.

The production of La Bohéme at the Shanghai
Grand Theater is distinguished by its modernity and
bold interpretation of the Italian composer's mas-
terpiece. In February 2023, a joint production of the
opera was carried out by the Shanghai Opera House
and the Shanghai Grand Theater. The soloists of the
Shanghai Opera House performed under the direc-

tion of conductor Xu Zhong. Chinese director Yang
Jingze and lItalian director Marco Carniti are the
authors of the new version. Carniti was in the first
group of foreign directors to come to Shanghai in
early February 2023 (after China opened its borders
following the easing of COVID-19 rules). This version
of La Boheme takes place in a world where the envi-
ronment is changing dramatically and the ground is
covered in ice and frost. “The harsh climate takes its
toll on the main characters, who, however, manage
to melt the cold with their love,” explained Carniti
[4]. The production is based on the idea of reveal-
ing the complexity of expressing eternal values in
the art of music - love, fidelity and faith. The Italian
director saw the need to maintain a high level of
performing skills in the process of the opera per-
formance as the main problem in the stage imple-
mentation of Puccini's vision. He noted: “| respect
the professional skills of opera soloists. My job is to
help them improve their expression on stage, rath-
er than just focusing on the notes. We are trying to
find a balance between singing and acting" [4]. Ac-
cording to the Chinese co-director, the stage design
is a departure from the usual stage expressiveness.
“Our operas... are no longer an imitation of foreign
works but a dialogue with modernity,” he said [4].

The attractiveness of Puccini's music for audienc-
es in Asian countries is explained primarily by the
beauty of the melodies and the opportunity to come
into contact with the best examples of the world's
oldest Italian opera school. It should be noted that
in order for the general audience to understand the
specifics of Italian opera, as well as for its dissemina-
tion, operas are adapted not only in the production
part but also in the conceptual part. Despite the re-
vision of the most important components of Italian
opera classics, activities aimed at developing Euro-
pean opera culture in China are important as they
create the basis for intercultural dialogue between
the East and the West in the field of musical the-
atre. Familiarisation of the general public with the
masterpieces of Italian music is certainly significant
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CMELLMOUKA BOKAJIBHO-UCMNONHUTENBCKOW
NHTEPTIPETALLW OIMEPBI «6OTEMA» [1X.
NMYYYUNHW B OMNMEPHbIX TEATPAX KNTAA B HAYAJIE
XXI BEKA

AHHOmMayus: B faHHOM Hay4HON CTaTbe paccMar-
PMBAKOTCA OCHOBHbIE TEHAEHUNN Pa3BUTUA UC-
KyccTBa onepHoro apTucta B Kutae B Hauane XXI Beka.
Llenbto cTaTbm ABMAOCH MCCAe0BaHMe cneundukm
BOKa/lbHOW MHTepnpeTauum onepsl «borema» .
MyYunHN COBPEMEHHBIMU KUTAUCKMMW OMEPHbIMMU
ncnosHUTenaMu. Paccmatpusas KOHLEMLMIO onepbl,
aBTOp CTaTbM OCHOBbLIBAETCA HA TOM, YTO [Ty4umHY,
TBOPYECTBO KOTOPOTO CBA3AHO C BEPUCTCKOW OMEPOW,
BbIXOAWT 3@ pamMKN BEPU3Ma, CO3AaBas YHUKaAbHbIe
06pasLibl UTaNbAHCKOrO OMEePHOro UCKYCCTBa KOHLLA
XIX —Hauana XX Beka. B HoBaTopcTBax KOMMNO3nTOpa
60/1bLUYIO PONb Chirpasv TBOPYECKME AOCTUXKEHUA
HaLMOHabHbIX KOMMNO3UTOPCKMX KO U Npexae
BCEro UTasbfHCKOM N eé npeacTaBuTens BTOPOW
nonoeuHbl XIX Beka — [>x. Bepan. OcHoBbIBaACh Ha
pe3y/ibTaTax MHOrOBEKOBOTO Pa3BUTLA XaHpa onepb|,
MyyYunHM co34aET HOBbIM PeUNTaTUBHO-apPUO3HbINA
BOKa/IbHbI CTWU/Ib, IBUBLUNACA OAHMM N3 OCHOBHbIX
KOMIMOHEHTOB OMNEepPHOro nckyccTea XX Beka.

B cTtatbe paccmaTpmBaeTca NCTOpMA BO3HUKHO-
BEHWA N OCOBEHHOCTU MY3bIKaJIbHOrO A3blka orne-
pbl. OTMevaeTca, uto «borema», noctaBneHHas B
1896 rogy, cTpemMuTeIbHO CTana OAHOM 13 Hambonee
NonyAspHbIX ONep B MUPe, OTKPbIB HOBblE MYTU
pa3BuTMA onepHoro TeaTpa XX Beka. B Hauane XXI
Beka OHa CTaHOBMTCS OZAHOM U3 Hanbonee yacto
NCMONIHAEMbIX OMnep akageMNUyeckon Tpagmumm B
Kutae. PaccmatpurBas nHTepnpetaumm 3 HaMeHnToro
npowussegeHns . MNyyuymHN KUTaCKUMN U eB-
POMNeNCKUMU UCNONHUTENSIMM B NOCTaHOBKax LLaH-

xarickoro 6onbloro Teatpa 1 HaumoHanbHoro
LleHTPa NCMONHUTENbCKUX UCKYCCTB, aBTOP BbIABAAET
COBpeMeHHbIe MOAXOAbl B MOcTaHOBKe onepbl. Oc-
HOBHOE BHMMaHWe aBTopa CTaTbh CKOHLEHTPUPO-
BaHO Ha CpPaBHEHWMW MHTepnpeTauuii BOKalbHbIX
napTUi NCNONHUTENAMM B MOCTaHOBKaxX TeaTpoB
LWaHxas v MNMeknHa. B 3ak1r0ueHnn oTMeyaeTcs, Yto
3HAKOMCTBO 3pUTENEN C LIeAeBPaMUN UTaNbAHCKON
My3blkM 6€3yC/IOBHO Ba>XHO B KOHTEKCTE pa3BUTUA
HaLMOHaNbHbIX UCMONHUTENBCKUX 1 KOMMO3UTOPCKMX
LWKOA a3naTckux ctpaH. [laHHas cTpaTterna TpaH-
CNALMN LLEHHOCTEN akKajeMuU4yeckom KyabTypbl B
KOHTEeKCTe MeXKyNbTypHOro gnanora Bocroka u 3a-
naja npeacraBiaeHa kak Hanbonee adpdekTnBHAs B
YCNOBUAX CTAHOBJIEHMA W Pa3BUTUA €BPOMENCKON
onepHoi kynbTypbl B Kntae.

Knrouessie cnosa: onepa «borema» [x. MNyyumHm,
neBseL, akTEP, onepHble TeaTpbl Kntas.

Paccmatpusas pa3suTre ONepHOro xaHpa eBpo-
nenckon Tpaamumm B Hayane XXI Beka, HeobXxoa1MMO
OTMEeTUTb, UTO eé ueHTpamu B CeBepo-BocTouHoM
A3nn ctanu Kopes, AinoHuns n Kutan. Hecmotps Ha
TO, UTO MHOTWE MY3bIKaHTbl 3TUX CTPaH NOAYYNAN
eBponenckoe My3sblkasibHOe obpa3oBaHne N MU-
POBYIO M3BECTHOCTb, OMEpHasn KyabTypa eLé He-
[AOCTaTOYHO CUAbHa B HUX. OgHMM 13 Hanbonee
M3BECTHbIX NPOU3BEAEHNI, MOCTaBAEHHbIX B OMEPHbIX
Teatpax Asun, ctana «borema» [x. lMyyunHn.
OnepHoe TBOpUecTBO . MNyyunHu n onepa «bo-
remMa» pacCMOTpPEHbl B TPYAax OTEUYECTBEHHbIX U
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3apybexHbix aBTopoB J1.B. JaHunesnya, T.I. Kengbiwy,
0.0. Kopuoson, O.E. JleBawesow, /N.B. HecTtbesa,
b.M. fipyctoBckoro, ¥ LisnH KOi, D. Amy, R.S. Mac-
donald n gp. OHa BnepBbie H6bina noctaBneHa B 1896
rogy. Jinbpetro [. Axako3a u J1. inankun 6b1n0o cos-
[.aHO Ha OCHOBe pomaHa ppaHLy3ckoro nucatensa A.
Mtop>ke «CLeHbl 13 XU3HKU 6orembl» [5]. Komnosutop
NPUHUMaN akTUBHOE yyacTue B ero CO34aHunu, emy
NpviHaZnexana rnaBHas posb, BCE 66110 NOAYNHEHO
ero KoHuenumu. B nuceme . Pukopan komnosntop
nucan: «Cenvac s Buxy ,boremy”, Ho ¢ ,J1aTUHCKUM
KBapTaioM”, Kak cka3an B MOC/AeAHUI pas, koraa
pasroBapwuBan ¢ Vianvkol, co cueHon Mro3eTTbl,
KOTOPYHO Hallen f; U cLueHa CMepTU AoJsKHa bbina
6bITb TaKOW, KaK A €€ 3asymMan; s yBepeH, UTo Toraa
CMOTy czienlaTb OPUTNHANBHYHO, XXMN3HECMOCOOHYO
paboty» [2, c. 14].

B cBOEM cogepxaHum «borema» BbIXOAUT 3a pam-
K1 Bepu3Ma (CTUAsA TOro BpemeHu), obaasas TOHKUM
MCUXONOTU3MOM, OHa BaMXKe K XaHpy AMPUYECKOn
onepbl. Bbibop cLeHMYeckmx cuTyaumnii cBs3aH ¢
My3blKa/bHO-ApamMaTypruyeckon koHuenumnen Jx.
My4umnHK, oTpaxkas ero 3ambiCes CKOHLEHTPUPOBATb
BHVMMaHWe cyLluatenei Ha My3bike. Kak 1 k. Bepaw,
[My4u4nHM cTaHOBUTCA CMeNbIM HOBaTOPOM. Pa3BuBas
ycTpemaeHus npeacTaBuTenein KOMMo3nTOPCKMX
Wwkosn EBponbl, «OH co3aéT 0CobbIN, HOBbLIW AN
NTaNbsHCKOW onepbl, TMHKUI 1 CBOeObpa3HbIn, pe-
UYMTATMBHO-AaPMO3HbIA BOKaAbHbIA CTUb, CTaBLUNN
OAHWM 13 FNaBHbIX KOMMOHEHTOB OMEPHOro NUCKYC-
ctBa XX Beka» [2, ¢. 10]. lMpwn 3TOM OH He OTKa3bI-
BAEeTCA OT LUMPOKON BOKaNbHOW MeNoAmMKku, oTMeyas
no nosogay IV akta «borembi»: «fl xouy, 4TobbI NEAN,
MeNoAN3NPOBaNM Kak MOXHO boablue» [2, c. 10].
Onopa Ha BOKa/lbHYH pPacneBHOCTb Kak OCHOBY
OMEepHOro CTUAA KOMMNO3MTOpa CTaBUT Nepes BO-
Kanuctamu ocobble 3agaun, co3gaBas yCaI0BUA ANA
nouncka B C1e0BaHNM XyAOXECTBEHHbIM MPUHLIMNAM
. TyyqunHn.

B aaHHOM acnekTe 0Ccobyro 3HaUMMOCTb Npu-
obpeTatoT BapmaHTbl MOCTaHOBOK OMep UTalbIHCKOrO
KOMMo3uUTOopa B onepHbIx Teatpax Asnn. OgHnM 13
nyTer pa3BUTMA ONepbl 34eCb CTaNN PasinyHble KO-
nabopaLmm onepHbIX TeaTPOB, NMO3BOAMBLLME CO34aTb
aflanTUpoBaHHble BapuWaHTbl UTaNbAHCKUX Onep
[6]. B uncne BaHEWMLIMX CLLEHUYECKNX BapUaHTOB,
oTpaxkatoLLmx cneumndurKy noaxosa KMTauckux Teat-
poB K noctaHoBkam onep . My4yumHn, sBmaach
«TypaHAoT». Ta onepa He CTaBUIacCb Ha MPOTAXKEHNN
HECKO/IbKUX AEeCATUIETUIN B CBA3N CO CNOXHOCTAMM
BOCMPUATUA KUTAWCKON ayANTOPUEN CrOXKeTa onepbl.
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B 2009 roay 6bina ocyliecTBieHa eé nocTaHOBKa C
HOBbIM QUHANIOM, CO34aHHbIM KOMMO3UTOPOM Xao
BaisaHom (Hao Weiya) [3].

OpfHoW 13 Hanbonee NoNyAAPHbIX ONep B CTpaHax
CeBepo-BoctouHon Asumnm sasnsetca «borema».
OHa 6bina noctaBneHa B Kutae B ABYX KPYMHbIX
LleHTpax eBpornenckoro onepHOro NCcKyccTea — B
LWaHxanckom 6onblwom Teatpe (Shanghai Grand
Theater) n HaunoHanbHOM LiEHTPE NCMONHUTENBCKMX
nckyccte (The National Center for Performing Arts),
pacnoJsioxxeHHOM B LieHTpe lMeknHa. NCPA aBns-
eTCca OAHWUM M3 rnaBHbIx TeaTpoB Kutas. OH 6bin
cnpoekTnpoBaH dpaHLy3CKnM apxmutektopom lo-
nem Angpey (Paul Andreu) 1 BMeLLaeT onepHbli
3a/, KOHLLePTHbIV 3an, TeaTp v np. Cpasy nocne oT-
KPbITVA B LIeHTpe CTas NPOBOAUTHLCA eXeroAHbIn
onepHbI pectmBanb. Bnepsble onepa «borema»
6bina noctaeneHa B NCPA B mae 2009 roaa, 3atem B
okT6pe 2011 roga n B ceHTabpe 2020 roga. Bce 3Tu
MOCTaHOBKW MMEIOT CBOO UCTOPUHO U XapaKTepHble
YyepThl.

MocTtaHoBka 2011 roga 6bina npeacTaBieHa
Kak Kutanckas sepcus onepbl MyyunHu. Pexuc-
cép YaHb CuHbK (Chen Xinyi) co3aaét HOBYHO cro-
>KEeTHO-CLIeHNYeCKyto KoHUenumio onepsl. Mo eé
3aMbIC/y AelcTBUE NPONCXoamnT B MeknHe, B KO-
TOpbIVi NPUObLIBAIOT raBHbIe TepPoOn Ha caMonéTe.
Mocne npusemneHna nanHepa B MeXAYHapOAHOM
a3ponopTy yYaCTHUKN AeNCTBUS OTNPaBASAOTCSA B
NeKNHCKUIA paoH nckyccts 798 («798 Art Zone»).
DTOT apT-KBapTa/s OXBaTbiBaeT NoLWajb OKOJO
OfHOTO KBaZpaTHOro KWaoMeTpa, AencTBya Ha
Tepputopun bbiBLIero NeknHckoro 3aBoga pa-
Avoannapatypbl, GYHKLVNOHMPYIOLEro HaumnHas ¢
1957 ropa. Celuac 3TO OAMH U3 LEHTPOB COBpe-
MeHHOro nckyccrtsa Kntaa. HaunHasa ¢ 2002 roga
XYAOXHUKN N OpraHu3aumnmn ctaan nepegenbiBatb
MoMeLLeHNs 3aBOAa, CO3aBas apTLEHTPbI, rafepew,
CTYAWW, An3alHepCcKme KoMnaHum v np. B obcraHoB-
Ke COBPEMEHHbIX YCTPEMAEHWI KUTANCKOW KybTYpbl
NPOUCXOAWT AelncTBMe onepbl. Bo3amoxxHOCTb nepe-
OCMbICNeHNA cLeHorpadum onepbl bblna oTMeYeHa
nccnepoBatensamm ewwé B XX seke. b.M. Apycrosckui
B Tpyze «Ouepkun no gpamatyprum onepbl XX Beka»
nuncan: «CoBpPeMEHHOCTb 3MOLIMOHA/IbHbIX OLLyLLe-
HW repoeB, B YaCTHOCTN HECKO/IbKO MOBbILLEHHaA
MUMMY/IbCUBHOCTb YyBCTBOBAHMA MO CPaBHEHWIO, CKa-
XeMm, ¢ onepamu MaccHe, no3soaseT 6e3 ocobo
LHaTAXKM" 04eTb yYacTHMKOB AencTema ,borema™
B COBPEMEHHbIE KOCTIOMbI, O YEM, KaK M3BECTHO,
nucan CTaHUCNaBCKUIA, U HE TONbKO Mncan, HO U

OCYLLLeCTBUA 3Ty UAEH Ha cueHe» [3, ¢. 126]. Ceo-
60zHas obcTaHOBKa BceM m3BecTHOro B Kntae ueH-
Tpa COBPEMEHHOro UCKycCTBa Npubansmaa croxert
onepbl K 3pUTENO 1 cAenana ero bonee AOCTYMHbIM.

B moctaHoBKe onepbl, 3a NCKAKOYEHNEM NapTUn
Pyponbda, BeAyLine napTum UCMONHANMN KUTakCKMe
Bokannctbl, opkectp NCPA nog pykoBoacTtBoM Jln
CuHugo (Li Xincao). Maptuto Pygonbda bnectaile
NCMOMHWA 3HAMEHWTBIA NCNaHCKN TeHop AkBUaEC
Mauago (Aquiles Machado). OH n3BecTeH Kak oauH
W3 JlyYLLMX TEHOPOB, BbICTYMNaBLUMI C My3blKaHTamu
MUpPOBOro ypoBHs — [laHnanem bapeHboinmowm, Mna-
cngo JomuHro, Mctncnasom Poctponosryem v MHO-
UMW APYTUMMU.

BbicTynvB B aHCambie ¢ KUTalCKMMM OMepHbIMM
neBUAaMMK, OH CO3JaN YHMKaJbHYHO aTtmocdepy
cnekTakns. Yxe B NepBOW CLeEHe, BO BpeMs
3By4YaHus neTMOTMBHON Tembl «Nei ciele bigi
quardo fumar dai mille» ero ronoc Bbipa>kaet 3a-
JIOXKEHHYHO KOMMO3UTOPOM MeIognYecKyto ap-
KOCTb, OTTEHSEMYIO PEeUYUTATUBHBLIMU PeENanKamm
Mapcena. Menogusm naptum Pygonbda otmevaet
J1.B. JaHnneBnu: «[NepBas ¢pasa Pyaonbda cpasy
obpallaeT BHUMaHVe CBOE MeNOANYECKON KPacoTow
N CBET/IbIM XapakTepom. Y Mapcensa B 3TOM cLeHe
noyTn cnaowb peuntatmse» [1, c. 113]. HecmoTpa Ha
KPWTUKY NOCTaHOBKW, OHa CTana 3HakoBOW B UCTOPUN
eBponenckoro onepHoro Teatpa Kutas, Tak kak 6bina
BOCMPWHATa KaK BMOJIHE HaLMOHa bHasA BEPCUA ore-
pbl 3HAMEHUTOrO UTaIbAHCKOro KOMMO3uTopa.

KoHuepTHas Bepcma NoCTaHOBKM onepbl «bore-
Ma» 6blna npeacTaBaeHa HauvoHanbHbIM LIEHTPOM
ncnonHuTensckmnx nekyccts B 2020 rogy. B nocraHos-
Ke ornepbl bV 334e/CTBOBaHbI yYLLNe UCMONHUTENN
ueHTpa: anpuxép — Jly Lzs (LU Jia), opkecTp 1 xop
NCPA. MapTnn repoes onepbl UCNOAHUAN: NAPTUIO
Pyaonbda — BaH YoHr (Chong Wang), Mapcens —
YkaH AH (Zhang Yang), KonneHa — l'yaH YxxuuauH
(Guan Zhijing), Mto3eTTbl — YskaH BaHbLMHb (Zhang
Wengin), Mumun — YUxoy CsonnHb (Zhou Xiaolin).
[encTBre pasBopaynBaeTca B O4HOBPEMEHHOM
3BYYaHUM OpKecTpa, PacnoOXeHHOro Ha CLieHe,
1 BOKanncToB. M3BecTHbIn B KnTae TeHop BaH YoHr
(Chong Wang), ncnoanmswunin naptuio Pygonboda,
SBNAETCA BbIMYCKHWUKOM OMNepHOM nporpaMmmMsl Me-
posbl 2014 roga (Merola Opera Program), ctu-
neHAMaToM NepBoro kypca onepbl «San Francisco
Opera Adler Fellow». OH ncnonHnn B onepHo
nporpamme Meposibl OTPbIBKM U3 NapTuin Fopo
(«Magam battepdnaii»), soHa Xoce («KapmeH»)
1 repuora MaHTyaHcKoro («Puronetro»), a Takxe

pag posien B [eKMHCKOM HauMOHaNbHOM LieHTpe
NCMONHUTENBCKUX MCKYCCTB, B TOM YMC/Ie PYyNEBOTO
(«JleTyumin ronnaHgel»), NoCbIbHOrO («Anga»), JOK-
Topa Kas («®anbctad») n gp. Ero ncnonHeHve naptmm
Pysonbda otanuaetca ceoeobpasmem TpakTOBKM
3ByyaHus belcanto. [laHHas Bepcma onepbl «borema,
MOJIHOCTbHO BbIMOJAHEHHas cunamm MNeknHCKoro Ha-
LMOHANbHOrO LIeHTPa, B NMOJIHOM Mepe oTpaxaeT
CTpemeHne KUTaCKMNX My3bIKaHTOB BOMIOTUTb CNIOXK-
HOCTb 3ambicna MyyumHm.

MocTtaHoBKa «borembl» B LLlaHxalickom 60/1bLLIOM
TeaTpe OT/AMYaeT COBPEMEHHOCTb U CMeNIOCTb TpaK-
TOBKM LUeAeBpa UTaNbAHCKOro KoMnosuTtopa. B des-
pane 2023 roga 6bina ocyLecTBieHa COBMeCTHas
noctaHoBka onepsbl LLlaHxacknM onepHbIM TeaTpom
n Wanxavickum bonbwnm Teatpom. Conncrol
LLlaHxalicKkoro onepHoro Teatpa BbICTYNUAN NOZA
ynpasaeHnem aunpuxépa Croi YxxyHa (Xu Zhong).
ABTOpamMu HOBOW BEPCUM CTaN KATANCKMIA PEXMNCCEP
An U3mHuas (Yang Jingze) 1 ntanbfaHCKNiA pexxmnccép
Mapko KapHutn (Marco Carniti). KapHuTtn 6611 B
OZHOW V3 NepBbIX FPYMNM MHOCTPaHHbIX PEXMNCCEPOB,
npuexaslumnx B LLlaHxan B Havane despansa 2023 ro-
aa (nocne Toro, kak Kntain oTKpbIi CBOW rpaHuULbl
nocne ocnabnenusa npasun COVID-19). fencteune
3ToN Bepcun «borembl» nponcxoamnT B MUpe, rae
oKpy>KaroLas cpefa pe3ko MeHaeTcs, a 3eMaa no-
KpbITa NbAOM 1 NHeeM. «CypoBbI KnMMaT ckasbl-
BaeTCA Ha [NaBHbIX reposix, KOTOpble, OAHakKo,
YMYZAPAFOTCH PacToOMNUTb X004 CBOEN Nt0O0BbHO»,
—nosAacHua KapHutu [4]. B ocHOBe MNOCTaHOBKM
NeXUT nAes pPackpbiTb CAOXHOCTb BblpaXkeHus
BEYHbIX LLleHHOCTeN B My3blKaJlbHOM WNCKYCCTBE —
Nt06BYM, BEPHOCTU 1 Bepbl. VITanbaHCKNN pexmnccép
ycMaTpuBas OCHOBHYH Npobiemy B CLLEHNYECKOM
BOMJOLLEHNM 3aMbicaa NyyynHm, B HEO6XOAMMOCTY
COXPaHEHWA BbICOKOTO YPOBHA NCMOAHUTENBCKOTO
MacTepcTBa B MpoLecce pa3BopaymBatoLLerocs
onepHoro gerictea. OH oTMeTUA: «f C yBaXKeHneM
OTHOLLYCb K NpodeccmoHanbHbIM HaBblkam CONNCTOB
onepbl. Mosi paboTa 3akatouaeTca B TOM, YTOObI
MOMOYb UM YAYYLINTbL CBOE CaMOBbIpaXKeHne Ha
CLeHe, @ He KOHLEHTPUPOBATbCSA TONbKO Ha HOTaX.
Mbl nbiTaemMca HanTn BanaHc Mexay nNeHueMm u
aKTépckon urpoi» [4]. Mo cnoBam KMTaNcKoro co-
pexuccépa, cueHorpadms — 3TO OTXOZ OT Mpu-
BbIYHOW CLLeHUYECKOW BblpasnTenbHOCTU. «Haln
onepsbl ... — 3TO y>Ke He nojpaxaHue 3apybexkHbIM
NPOn3BEeAEeHNAM, @ ANANOT C COBPEMEHHOCTbIO», —
CcKa3an oH [4].
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MpuBnekaTeNbHOCTb My3bikK [lyyumHU Ans
3puTenen a3maTckmx cTpaH obbsacHAETCA npexae
BCEro KpacoTon Menoca 1 BO3IMOXHOCTbHO COMpU-
KOCHYTbCS C Ny4YlMMM obpa3LiaMn cTapenllen B
MUPE UTaNbAHCKOW ONEPHOMN LWKOJbI. HYy>XHO oTMe-
TUTb, UTO ANA NMOHUMAHUS LUMPOKUM 3pUTENEM
cneundrKn TanbAHCKOW onepsbl, a Takxke Ana eé
pacnpocTpaHeHus, onepbl afanTUPYOTCA He TONbKO
B MOCTAaHOBOYHOM YacCTW, HO 1 B KOHLLENTYyanbHOM.
HecmoTps Ha nepecMOTp BaXKHEWULLNX COCTaBAAKO-

LLMX UTANbAHCKOW ONEePHOM KNaCCUKK, AeATENbHOCTb,
HanpaB/ieHHas Ha Pa3BUTUSA EBPOMNENCKON ONepHOW
KynbTypbl B KuTae, BaxkHa, Tak Kak co34aéT OCHOBY
ANA MeXKynbTypHOro ananora Boctoka v 3anaza B
06,1aCTN My3blKanbHOro TeatTpa. 3HaKOMCTBO LLUMPO-
KUX CNOEB HaceseHUs C LejeBpaMu UTalbAHCKOM
My3bIK/ 6€3yCNIOBHO 3HAUMMO N B KOHTEKCTE Pa3Bu-
TUA HaLMOHAaNbHbIX NCMONHNTENBCKMX U KOMMO3M-
TOPCKMX LUKOA CTPaH A3unn.
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M. MUSSORGSKY
BORIS GODUNOV AND KHOVANSHCHINA:
THE TRUTH ABOUT "GOSSIP”

Summary: Much has been written about the sub-
ject-matter of Modest Mussorgsky's operas. How-
ever, its significance is so great that it is still waiting
for its interpreters, performers and listeners despite
the established research and performing tradition.

As V.Stasov said, Mussorgsky was “one of the
greatest Russian people”. The composer's entire life
was determined by the desire to serve his people,
honestly and truthfully applying his God-given tal-
ent. Mussorgsky's operas continue to catechize the
listener which was begun by M.Glinka and A.Dargo-
myzhsky. However, Modest Mussorgsky preached
his stage sermon, opening a new era of musical the-
atre, in which, as in the life of “man and the human
masses”, in which only he was interested, there was
almost no room left for evangelical service to one's
close one. The composer showed this through the
events of the Time of Troubles. And although there
are calls "Gossip women and men to justice!” com-
ing from his heroes, Mussorgsky did not judge an-
yone. He wanted the listener “to have a conclusion”.

Mussorgsky's creative work is a prophetic omen
of the revolutionary cataclysms which began already
during his time but which occurred later. He aroused
concern through creativity, warning his compatriots,
cautioning and wanting to protect. The composer
still addresses us today. Like the world-famous an-
cient tragedians, Mussorgsky composed to edu-
cate the listener. The number of his mature works
corresponds to ancient theatrical traditions - three

tragedies and two comedies. Boris Godunov, Kho-
vanshchina and the never started but only conceived,
Pugachevshchina, are tragedies or, as the compos-
er called them, folk dramas. Mussorgsky's creative
scope undoubtedly met the challenges of that time.

Keywords: M.Mussorgsky, Boris Godunov, Khovan-
shchina, Time of Troubles, prayer, Song about gossip

| want to start with the words of Lllyin, “Russia
was destroyed by Time of Troubles”. The compos-
er began with this when choosing subjects for folk
dramas. As is known, they are about the Time of
Troubles during the 17th century: its beginning is
reflected in the opera Boris Godunov and the end
in Khovanshchina. The idea of this era was just be-
ing formed in the 19th century; thus, the composer
can be called the first historian of the Time of Trou-
bles. However, Mussorgsky is not only a historian
but also a psychologist. Not only a psychologist but
also a prophet, prophesying “from the past to the
present” and from the present to the future: “...you
shall hear a message from My mouth and give them
a warning from Me!"” (Ezek. 3:17; 33:7). The prophet
Jeremiah, with shoulders and neck worn down to
the bone by a burden, warned his people about the
danger of captivity. Mussorgsky “with whole heart
<...> studied <...> the subtlest features of human
nature and the human masses” in order to “feed hu-
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